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Preface It was a happy coincidence 
just 18 months ago that the Van- 
couver Art Gallery and the Art 
Gallery of Ontario made indepen- 
dent decisions to approach Jack 
Chambers with the intention to 
mount a large exhibition of his 
work. In the case of the Art Gallery 
of Ontario, the decision related toa 
new policy to show 
from time to time 
an over-view of the 
work of a Canadian 
artist in mid-career, 
whilst in the case of 
the Vancouver Art 
Gallery, it con- 
tinued the policy of 
one-man and two- 
man exhibitions 
which the Museum has been fol- 
lowing for some time. The result is 
particularly fortunate: owners of 
valuable works of art, through 
lack of any central clearing house 
of information, are asked to lend 
to exhibitions with a frequency 
which increasingly militates against 


William J. Withrow, Director, 
Art Gallery of Ontario. 


the exposure of works from private 
collections at all, and it is highly 
doubtful whether the present exhi- 
bition could have been put together 
twice within a period of five years. 
More important, perhaps, is the 
opportunity given to two Cana- 
dian art galleries to work in col- 
laboration, and, besides the 
lenders—to whom 
we owe our first and 
most grateful thanks 
—an acknowl- 
edgement must be 
given to the Cura- 
tors who have or- 
ganised the exhibi- 
tion and brought 
this collaboration 
about: Doris Shad- 
bolt, Curator of the Vancouver 
Art Gallery, and Dennis Young, 
Curator of Contemporary Art, at 
the Art Gallery of Ontario. We 
also owe special thanks to the artist 
himself who, at a time of great 
personal stress, gave himself cheer- 
fullyandunstintinglyto the project. 


Anthony Emery, Director, 
The Vancouver Art Gallery. 


1. JOHN McINTYRE 1948 





The quotations which follow are by the artist, and 
are taken from: 

(a) an interview with Ross G. Woodman in 
Chambers, published by the Coach House Press, 
Toronto, 1967. 

(b) an article by Jack Chambers entitled ‘Perceptual 
Realism,’ appearing in artscanada, October, 1969, 
Vol. 26 No. 5, p. 7-13. 

(c) a recorded conversation with Dennis Young, 
Curator of Contemporary Art, Art Gallery of 
Ontario, April 29, 1970. 


2. SHIRLEY 1948 





3. LILIES 1948 





I learned how to draw: not that anyone comes forward 
and tells you how to do it, but you learn by working a 
lot and observing those who already know how. The 
main thing for me was getting oriented, starting 
with a beginning, constructing the figure gradually 
and developing it from one stage to the next: dis- 
cipline. Another thing was the gradual change in my 
own taste and sensibility. I underwent a series of 
births. (a) 


5. SELF-PORTRAIT NO 2 1952 





6. FLOWERS 1953 





Strarntines 79 63. 





What I did at the Academy [in Spain| was very ‘academic.’ For instance the first two years were spent drawing from statues, 
Greek reproductions, and then three years were spent drawing from life. All my drawings got very, very finished. (c) 


13. (recto) DON’T BE AFRAID 1958 





13. (verso) THE ASSASSIN 


1958 





ITused 
photography for 
THE FAREWELL 
(1958-59), which is 
the first painting 

I did that departed 
from the style of 
the Academy 
(though I was 

still a student 
there—in my 


last year). (c) 


14. THE FAREWELL 1958-59 





17. UMBRELLA 1959 


RS 





The good thing about Spain was that I had really to 
scratch to make ends meet, and that was the one 
very healthy contact with reality in those years that 
I think I had in my life. Poverty keeps you healthy 
because although you don’t have money for things 
you get a feeling of what it’s like to bring your wits 


to bear on real situations. (c) 


22. MAN AND DOG 1959 





23. CHINCHON LANDSCAPE NO 2 1959 





The Castillian landscape 
was always inpenetrable 
for me. It was something 
I desired to become by 
entering it but never 
could or never did. 

The landscape was always 
a beautiful mystery: 
human odour seemed to 
reside in it so that a 

vista of several miles in 
that clean and machineless 
light seemed a particle of 
torso under a microscope. 
The hills were rubbed 
bare by wool and hands 
had touched every inch 
of them. There was an 
organism within an 
organism that appeared 
as landscape. But I knew 


I was not inside. (a) 


25. FLYING SAINT 1960 





26. LA TRILLA 1960 


0st ELBT ICI, 





27. BEGGAR AND LANDSCAPE 1960 





28. MAN AND LANDSCAPE 1960 





31. UNRAVISHED BRIDE 1961 





The more we become familiar with the experiences that perception brings the more we become aware of an inherent 
gentleness in the intercommunion of oneself with things. So gentleness of reception is also a communication that 
influences the outside world. Finally, perception itself becomes a ‘forgotten’ awareness that just is with all the 


common naturalness of those common things seen out of the window or inside the house or any place . . . (b) 


<—e 34. FIVE SHEPHERDS 1961-62 











36. MESSENGERS JUGGLING SEED 1962 





.. . Returning to Canada over a couple of years the 
seasons uncovered images of myself still gesturing in 
the invisible. A few visual appearances possessed a 
fundamental legibility. There appeared memories of 
some boyhood incidents that had a dimension beyond 
the incidents themselves. Such incidents (diving from 
a train-bridge into the Thames) divided into vortex 
and periphery, the periphery or accompanying mem- 
ories being absorbed into the centre of the essential 
gesture. This synthesis, invisible in time, was an 
experience of reality, a revelation, an experience of 
an organism within an organism that had accepted 
me as its centre. This was the basis of my decision to 


stay in Canada. (a) 


37. MATT AND KATRINA AT HOME 1962 








38. McGILVARY COUNTY 1962 








40. OLGA AT THE SOUTH POLE 1963 


ES aE eae 
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41. ALL THINGS FALL 1963 





44. OLGA NEAR ARVA 1963 





To me [realism] means to structure the light so that the painting corresponds with that ‘ping’ you get when you see something the instant on waking up. 
And once you have seen it on waking up, i's gone. Because right away there is a thought, and as soon as that happens, the experience vanishes. (c) 


45. OLGA ALONG THE THAMES 1963 





Space is a ‘felt’ environment and it is the one real condition an observer needs for a fuller-than-visual experience. Painting realistically is 
creating space, not subject-matter. Again, I don’t mean it is done through perspective or descriptive shading, but space as colour frontiers 
where each colour is a dimension. The presence of recognizable objects is incidental to the realism. Using only some portion of the figure 
(because the shape is ‘right’) should be a clue to the observer that there is more here than meets the eye. If the painting is a creative experi- 
ence, you are moved to hear it, touch it, taste it, in a word ‘to feel.’ Sensory combinations have made it alive. (a) 


OLGA LISTENING 1964 





59. OLGA VISITING MRS V 1964 





62. OLGA VISITING GRAHAM 1964 64. DAFFS 1964-65 








66. OLGA AND MARY VISITING 1964-65 





...A painting gets put together just like an experience—in particles. OLGA AND MARY VISITING (1964-65) isn’t the description of a 
visual moment; it’s the accumulation of experienced interiors brought into focus. (a) 


SUMMER BEHIND THE HOUSE 1965 


70. 





1965 


71. ANTONIO AND MIGUEL IN THE U.S.A. 





72. STUART MIXING REDS AND GREENS 1965 





74. TULIPS WITH COLOUR OPTIONS 1966 








There is a direct influence {of my interest in film-making]. These silver paintings are instant movies . . . (a) 


[ve been working with aluminum paint 
lately. My use of colour had become 
too subtle—silver is a refreshing neu- 
tral from the tense calculating that 
goes into controlling colour effects. 
There’s something translucent about 
silver; it has a built-in light effect. 
The painted surface changes when you 
move. It’s a light medium—an optical 
medium. I observed that silver gives a 
positive-to-negative image reversal de- 
pending on the source of light or where 
you view it from. As you move the 
positive forms become negative and 
vice versa coming back. The shift is to 
the physical sensation of seeing—as 
in seeing double when you don’t expect 
it. Space is the dimension created by 
the observer moving through the ex- 
perience or in waiting for the experi- 
ence when the work is lit by alternat- 
ing light sources. The time implications 
are important. Time as a new dimen- 
sion has come into view. The temporal 
insistence (the time it takes to view 
the variations as a whole or the time 
spent in waiting for the variations to 
be revealed) is the real difference here. 
It’s a different realism: space has 
become time. (a) 


75. 3 PAGES IN TIME 1966 





77. OLGA, DIEGO AND GERANIUMS 1966 





85. CAT 1967 





87. MOVING SIDE AND FORWARD 1967 








Let me tell you what is involved in a film I made called CIRCLE 
(1968), which focuses on the idea that a single day is composed of 
seconds of time to produce an example of the difference of each day 
from the other. They are all expressive of the creation of seasons, each 
different from the other, overlapping or fading in and out of one 
another. The four seasons create a single year, expressive of all within 
it. The expressive gesture each time is multiplicity and unity. (A day 
as far as the year goes is a bunch of fragments unified by the year, and 
so on.) The episodes at the end of CIRCLE are simple things like 
people getting out of a train, somebody making candy in a candy 
factory, a bird being let out of a hand, a guy swimming in a river; and 
the episodes are essentially the same phenomenon, you know. They are 
a series of units of motion that can be seen as a whole; they are like a 
series of fragments that structure a gesture. So that the gesture— 
whether it takes a minute or whether it takes a year—or whether it 
takes a lifetime—is also a unit which is structured by smaller fractions. 
If the mind is held on that point, then all the commonplace manifesta- 
tions reflect the characteristics of the cosmos. (c) 


. . . The second episode shows workers standing at the mouth of a 
gigantic open section of pipe that they are installing in the earth. The 
implications of dark and light, life and death, birth, rebirth, naturality 
and unnaturality, dream and awakeness, consciousness, unconscious- 
ness, etc.—all these things can be implied by just a person in a situa- 
tion, or a gesture. . . . But in all these, more—much more—is seen by 
relaxing the eye and following the events in a total undifferentiated 
mental scan; seeing, that is, both in front of the eye as well as behind 
it. If you relax your conscious association to things that you see, you 
will come up with as many suggestions. (c) 


... You have got to take the cue and just drop your thoughts, and not 
try to impose them on the work—it is that reception of the visual with- 
out filtering—which’s where the kick is. (c) 


89. BIRD PLANT 


1967-68 





90. MADRID WINDOW NO 1 1968 





91. REGATTA NO 1 1968 


Light is an in- 
escapable element 
to use in painting, 
but the way I used — 

it before was to b bbb bbb MS bh & hh A A A ag 
illuminate expres- as eg 
sion—a certain 
amount of expres- 
sionism. The way 
T use it in what I 
call perceptual 
realism, is to 
simply structure 
the objective 
reality so that I 
am not really say- 
ing anything of my 
own except that 
there is light... in 
an earlier work 
like OLGA NEAR 
ARVA (1963), you 
can almost feel as 
though the forms 
are submerged in a 
kind of light, where 
in SUNDAY 
MORNING NO 2 
(1969-70) (see cata- 
logue cover), there 
is structure with a 
lot more clarity—it 
is a lot crisper. (c) 








93. THE HART OF LONDON 


1968 





98. MADRID WINDOW NO 2 1968-69 





99. 401 TOWARDS LONDON NO 1 1968-69 Photograph: Courtesy of artscanada 





Perception is a 
sensory communi- 
cation that occurs 
at a primary level 
between organ- 
isms: through the 
skin to the core and 
back through the 
skin again into the 
exterior world. The 
intention to imitate 
is natural to the 
process in that its 
own primary pat- 
tern spontaneously 
structures a world 
of secondary 
cultural expres- 
sions. The pattern 
or imitation of this 
process in man’s 
own sensory organ- 
ism as it responds 
to the external 
world, man’s art, I 
call experience and 
the intention to 
imitate experience 
by art-craft, I call 
perceptual 

realism ...(d) 


101. GRASS BOX NO 2 1968-70 





113. VICTORIA HOSPITAL 1970 
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fe 





Before the camera was invented painters developed 
a painting style to compensate for the lack of visual 
information available to them. A constantly changing 
scene with no way of freezing the instant offered the 
painter little alternative but to find some intentional 
means of expressing the unity he felt for the thing 
he was painting. Style filled the gap as it were, 
where the artist had no more specific reference to go 
One (0) 


Source photograph for OLGA AND MARY VISITING 1964-65 (see page 36 and above) 


& 
= 








Source 





photograph for THE HART OF LONDON 1968 (see page 48 and opposite) 











le 


Our experience of photography and its off-shoots will 
inevitably lucidate all its particular qualities and its 
spectacular limitations. Our continuing familiarity 
with the foto should help us to understand more 
about our special appetite for identification grati- 
fication and maybe suggest some notion of what the 
eye as a sensory collaborator in perception is missing 
on its own. Instead of replacing it photography had 
inadvertently put new demands on representational 
painting. (6) 





The usable foto is divided into Y4 or Ys" squares. The 
support (prepared wood or canvas) receives a uni- 
colour-tone surface of oil paint approximating the 
colour-tone of the largest generalized colour area: 
the sky in 401. It is also divided into squares cor- 
responding to those in the foto .. . As the painting 
develops the squares have to be drawn in again and 
again. Subsequent masses of lighter value subdivide 
the two large generalized masses and derive their own 
colour-tone orientation from them. In this way the 
structuring process gradually evolves into more 
minute divisions until . .. dimensional contrasts begin 
to emerge as defined objects. When this point is 
reached and realized the description has been inten- 
tionally analyzed and integrated with the experience 


boon 


What I want from the camera technically is a 
precision-in-depth colour description. . . . If the foto 
is usable it becomes the plan for a structure. .. . The 
mind becomes a theatre of mental operations submit- 
ting its findings to the experience for stimulation. 
What the experience responds to determines the in- 
tentional synthesis and the subsequent structuring 
procedure. . . . The pictorial structuring itself takes 
shape and breaks down ceaselessly till the degree of 
consolidation is reached where the painting as mean- 
ing and the intentional process shaping it are an in- 
separable result .. . (b) 


1966 
a lyrical treatment of birth and death 


MOSAIC 


Films 





HYBRID 1967 R34 1967 


an indictment of war and the physical suffering of war a rhythmic collage of the life and works of the 
Canadian artist, Greg Curnoe 





Films: 


MOSAIC 


16mm. 

9 minutes 

black and white 
sound 

1966 


HYBRID 


16mm. 

14 minutes 

black and white and colour 
silent 

1967 


R34 


16mm. 

30 minutes 
colour 
sound 
1967 


LITTLE RED RIDING HOOD 


16mm. 

25 minutes 
colour 
sound 
1966 


CIRCLE 


16mm. 

35 minutes 

black and white with colour 
sound 

1968-69 


THE MART OF LONDON 


16mm. 

60 minutes 

black and white with colour 
sound 

(work in progress 1970) 


LIFE, STILL 


16mm. 

30 minutes 

colour 

sound 

(work in progress 

to be completed in 1971) 


CIRCLE 1968-69 THE HART OF LONDON (work in progress 1970) 


The camera was set up in the same spot at 10:00 acircular-type statement of life, death and transitions 
a.m. each morning and exposed four seconds of film 
of his backyard each day for a year 
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1948 
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1958 
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Collection: Mr. R. Frank Chambers, London, Ontario 
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pencil/paper 
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1958 

oil/paper 
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oil/canvas 
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1959 
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CHINCHON LANDSCAPE 
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Collection: Mr. and Mrs. Edwin B. Walker, Pacific Palisades, 
California 


BEGGAR AND LANDSCAPE 

1960 

oil/canvas 

SO? x HY 

Collection: Miss Gloria Zuazua, New York 


MAN AND LANDSCAPE 
1960 

oil/canvas 

ALY? 5 Ale 

Collection: the artist 


LANDSCAPE 

1961 

pencil/paper 

6” x 814” 

Collection: Mr. and Mrs. Milton E. Harris, Willowdale, 
Ontario 


LANDSCAPE 

1961 

pencil/paper 

6” x 814” 

Collection: Mr. and Mrs. Milton E. Harris, Willowdale, 
Ontario 


BIE 


32. 


Bo. 


34. 


Bie), 


UNRAVISHED BRIDE 

1961 

oil/wood 

ANS? 530 HNBYY 

Collection: Mr. and Mrs. Geoffrey Rans, London, Ontario 


PORTRAITS 

1961 

oil/wood 

SIEXaS. 64 

Collection: Dr. and Mrs. R. G. Woodman, London, Ontario 


SLAUGHTER OF THE LAMB 
1961 

oil/wood 

BW? 5 GPa 

Collection: the artist 


FIVE SHEPHERDS 
1961-62 

oil/wood 

SAW Se (GY 

Private collection, Montreal 


ONLOOKERS OVER WINNIPEG 

1962 

oil/wood 

5614” x 3734” 

Collection: Professor and Mrs. John W. Davis, London, 
Ontario 


36. 


Sie 


40. 


MESSENGERS JUGGLING SEED 

1962 

oil/wood 

S414” x 4514” 

Collection: The National Gallery of Canada, Ottawa 


MATT AND KATRINA AT HOME 
1962 

oil/wood 

86M 30%. 

Collection: Mrs. C. Richardson, Toronto 


. McGILVARY COUNTY 


1962 
oil/wood 
SV See 


Collection: Mr. and Mrs. Eric A. Schwendau, London, 


Ontario 


. NAIRN LANDSCAPE 


1963 
pencil/paper 
6” De 814” 


Collection: Mr. and Mrs. Greg Curnoe, London, Ontario 


OLGA AT THE SOUTH POLE 
1963 

oil/wood 

BO exe On 


Collection: Mr. and Mrs. S. Dewdney, London, Ontario 


4]. 


43. 


44. 


45. 


ALL THINGS FALL 
1963 

oil/wood 

SHEDS Tey! 


Collection: Dr. and Mrs. Julius Dick, Don Mills, Ontario 


» THE SHEPHERDS 


1963 

oil/wood 

BWA? Sx Ge 

Collection: Mr. and Mrs. A. Isaacs, Toronto 


BON 

1963 

pencil/paper 

26” x 2034” 

Collection: Dr. and Mrs. R. A. Kinch, Montreal 


OLGA NEAR ARVA 
1963 

oil/wood 

SW Ae 38 Sil 


Collection: The Montreal Museum of Fine Arts, Montreal 


OLGA ALONG THE THAMES 

1963 

ink/paper 

105%” x 1814” 

Collection: The National Gallery of Canada, Ottawa 


46. 


47. 


48. 


49. 


50. 


SUNDAY MORNING NO 1 

1963 

ink/paper 

21 x 27h” 

Collection: Mr. and Mrs. Geoffrey Rans, London, Ontario 


NEAR SPRINGBANK 

1963 

pencil/paper 

6” X 8” 

Collection: Miss Tove Rasmussen, Toronto 


LANDSCAPE 

1963 

pencil/paper 

(Cy? a fey” 

Collection: Mr. and Mrs. Edward Richmond, London, 
Ontario 


LANDSCAPE 

1963 

pencil/paper 

OO” 3 BY 

Collection: Mr. and Mrs. Edward Richmond, London, 
Ontario 


SIMUL, LMF 

1963 

pencil/paper 

Tait RO" 

Collection: Mr. and Mrs. Edward Richmond, London, 
Ontario 


SL. 


33; 


54, 


By 


SHEE EIBE 

1963 

pencil/paper 

OLEXaS 4 

Collection: Mr. and Mrs. Edward Richmond, London, 
Ontario 


. VISITORS BY CHINCHON 


1963 

ink/paper 

lO ZSxe28 2 

Collection: Mr. Leslie Trevor, Toronto 


LANDSCAPE 

1963 

pencil/paper 

5344” x 8%" 

Collection: Mr. and Mrs. T. Urquhart, London, Ontario 


SUNDAY MORNING NO 1 

1963 

oil/wood 

3134” x 3844” 

Collection: The Reverend J. D. Chapman, Kintore, Ontario 


THE BRIDE 

1964 

ink/paper 

OW se Ae 

Collection: Mr. R. Frank Chambers, London, Ontario 


56. 


Ss 


58. 


eh: 


60. 


OLGA VISITING MRS V 

1964 

ink/paper 

IB exe O14 

Collection: Dr. and Mrs. W. N. Downe, London, Ontario 


OLGA LISTENING 

1964 

oil/wood 

DESY ye NS 

Collection: Mr. and Mrs. John H. Moore, London, Ontario 


SUMMER VISITOR 

1964 

oil/wood 

BO” xe aI” 

Collection: Mr. and Mrs. I. Sharp, Willowdale, Ontario 


OLGA VISITING MRS V 

1964 

oil/wood 

BI? 5 AG? 

Collection: Mr. and Mrs. E. G. Spence, London, Ontario 


FAMILY GROUP NEAR BYRON 

1964 

oil/wood 

44” x 109” 

Collection: Professor and Mrs. Richard Venezky, Madison, 
Wisconsin 


61. 


62. 


63. 


64. 


65. 


OLGA AND MARY VISITING 

1964 

ink/paper 

BY? se WI yf 

Collection: Dr. and Mrs. R. G. Woodman, London, Ontario 


OLGA VISITING GRAHAM 

1964 

oil/wood 

40” x 70” 

Collection: The Vancouver Art Gallery, Vancouver 


OLGA AND JOHN AT OTTERBURN HEIGHTS 
1964 

ink/paper 

OM xan 

Collection: Mrs. Olga Chambers, London, Ontario 


DAFFS 

1964-65 

oil/masonite 

SU 9 G3” 

Collection: Dr. and Mrs. Federico A. Allodi, Toronto 


ANTONIO AND MIGUEL IN THE U.S.A. 
1964-65 

ink/paper 

18144” x 1634” 

Collection: Professor and Mrs. G. Ciamaga, Toronto 


66. 


67. 


68. 


69. 


70. 


OLGA AND MARY VISITING 

1964-65 

oil/wood 

4914” x 76144” 

Collection: London Public Library and Art Museum, 
London, Ontario 


OLGA AND JOHN AT OTTERBURN HEIGHTS 
1964-65 

oil/wood 

48” x 60” 

Collection: Mr. and Mrs. L. Ritchie, Montreal 


OLGA AT THE SOUTH POLE 

1965 

ink/paper 

1714” x 22” 

Collection: Dr. and Mrs. Ralph L. Bull, London, Ontario 


VENETIAN STILL LIFE 

1965 

oil/wood 

BYU? ye fall 

Collection: Dr. and Mrs. R. A. Kinch, Montreal 


SUMMER BEHIND THE HOUSE 

1965 

oil/wood 

BB? ye DS” 

Collection: Mr. and Mrs. W. R. Poole, London, Ontario 


re 


Te, 


TEE 


74. 


aos 


ANTONIO AND MIGUEL IN THE U:S.A. 
1965 

oil/wood 

5244” x 4914” 

Collection: Art Gallery of Ontario, Toronto 


STUART MIXING REDS AND GREENS 

1965 

oil/wood 

SU? 5 To” 

Collection: Confederation Art Gallery and Museum, 
Charlottetown, P.E.I. 


MANTLE GROUP 
1965-66 

oil/wood 

45” x 60” 


Collection: Mr. and Mrs. Jack Lazare, Beaconsfield, Quebec 


TULIPS WITH COLOUR OPTIONS 

1966 

oil/wood 

60” x 90” 

Collection: Mr. and Mrs. Milton E. Harris, Willowdale, 
Ontario 


3 PAGES IN TIME 

1966 

oil/canvas 

DO xa 

Lent by The Isaacs Gallery, Toronto 


76. 


Tl 


78. 


qo. 


80. 


PEACHES 

1966 

oil/wood 

48” x 36” 

Collection: Mr. and Mrs. David Melnik, Toronto 


OLGA, DIEGO AND GERANIUMS 

1966 

oil/wood 

Sk? ye SY? 

Collection: Mr. and Mrs. John H. Moore, London, Ontario 


MIDDLE I 

1966 

oil/wood 

48” x 96” 

Collection: Alumni Association of the University of Western 
Ontario, London, Ontario 


COW 

1966-67 

oil/wood 

Td” KAS” 

Lent by The Isaacs Gallery, Toronto 


SHADES 

1967 

oil/canvas 

L09U” x 617 

Collection: The Imperial Life Assurance Company of 
Canada, Toronto 


81. 


82. 


83. 


84. 


85. 


DRESSER 

1967 

oil/pencil/paper/wood 

48” x 41” 

Lent by The Isaacs Gallery, Toronto 


TAP 

1967 

oil/wood 

84” x 48” 

Collection: London Public Library and Art Museum, 
London, Ontario 


TAP 

1967 

ink/paper 

1234” x 1534” 

Collection: Mr. and Mrs. John H. Moore, London, Ontario 


ONE-SIDED TOY BOX 

1967 

oil/pencil/paper/wood 

SY? xe 6D 

Collection: Dr. and Mrs. M. L. Robinson, London, Ontario 


CAT 

1967 

oil/pencil/paper/wood 

D2 ASY 

Collection: Dr. and Mrs. R. G. Woodman, London, Ontario 


86. 


87. 


88. 


89. 


90. 


FRUIT PLATE 

1967 

oil/pencil/paper/wood 

12% x 1714” 

Collection: Dr. and Mrs. R. G. Woodman, London, Ontario 


MOVING SIDE AND FORWARD 
1967 

pencil/paper/wood 

59” x13” 

Collection: York University, Toronto 


WINDOW-—¥STILL LIFE 

1967 

oil/pencil/paper/wood 

DW? s< 

Collection: The Reverend and Mrs. G. E. Rousom, London, 
Ontario 


BIRD PLANT 

1967-68 

oil/pencil/paper/wood 

TD G8 OY 

Private collection, London, Ontario 


MADRID WINDOW NO 1 

1968 

oil/pencil/paper/plexiglas 

24144” x 1914” 

Collection: Miss D. F. Jones, London, Ontario 


Ql. 


92: 


93: 


94. 


95; 


REGATTA NO 1 

1968 

oil/pencil/paper/plexiglas 

51” x 4844” 

Collection: London Public Library and Art Museum, 
London, Ontario 


MUSIC BOX 

1968 

oil/pencil/paper/plexiglas 

Baer? 5x Te 

Collection: Mr. and Mrs. John H. Moore, London, Ontario 


THE HART OF LONDON 

1968 

oil/pencil/paper/plexiglas 

49” x 66” 

Collection: The National Gallery of Canada, Ottawa 


DIEGO AND CHAIRS 

1968 

oil/pencil/paper 

1734” x 225%” 

Collection: Mr. and Mrs. Geoffrey Rans, London, Ontario 


GRASS BOX NO 1 
1968 
oil/pencil/paper/plexiglas 
DBS? 6 NO” 

Collection: the artist 


96. 


OF. 


98. 


Dy). 


100. 


PASEO 

1968-69 
pencil/paper/plexiglas 

SP yx 

Private collection, Toronto 


REGATTA NO 2 

1968-69 

pencil/paper/plexiglas 

4014” x 50” 

Collection: Mr. and Mrs. Milton E. Harris, Willowdale, 
Ontario 


MADRID WINDOW NO 2 

1968-69 

oil/pencil/paper/plexiglas 

45” x 40” 

Collection: Mr. and Mrs. Milton E. Harris, Willowdale, 
Ontario 


401 TOWARDS LONDON NO | 
1968-69 

oil/wood 

T2296" 


Collection: Northern and Central Gas Corporation Limited, 


Toronto 


401 TOWARDS LONDON NO 2 
1968-69 

oil/wood 

T2O KA AAY 

Lent by The Isaacs Gallery, Toronto 


101. 


102. 


103. 


104. 


103: 


GRASS BOX NO 2 

1968-70 

pencil/paper/plexiglas 

37” x 49” 

Lent by The Isaacs Gallery, Toronto 


REGATTA NO 3 

1968-70 

vacuum formed plastic/pencil/paper 
30” x 40” 

Lent by The Isaacs Gallery, Toronto 


REGATTA NO 4 

1968-70 

vacuum formed plastic/pencil/paper 
8077x404 

Lent by The Isaacs Gallery, Toronto 


REGATTA NO 5 

1968-70 

vacuum formed plastic/pencil/paper 
30” x 40” 

Lent by The Isaacs Gallery, Toronto 


REGATTA NO 6 

1968-70 

vacuum formed plastic/pencil/paper 
30” x 40” 

Lent by The Isaacs Gallery, Toronto 


106. 


107. 


108. 


109. 


110. 


SUNDAY MORNING NO 2 

1969-70 

oil/wood 

48” x 48” 

Collection: Mr. and Mrs. Eric A. Schwendau, London, 
Ontario 


STILL LIFE 

1969-70 

oil/wood 

84” x 48” 

Lent by The Isaacs Gallery, Toronto 
DIEGO NIGHT NO 1 

1969-70 

pencil/paper/plexiglas 

34” x 34” 

Collection: Mrs. Olga Chambers, London, Ontario 
DIEGO NIGHT NO 2 

1969-70 

vacuum formed plastic/pencil/paper 
BODE SE GM! 

Lent by The Isaacs Gallery, Toronto 
DIEGO NIGHT NO 3 

1969-70 

vacuum formed plastic/pencil/paper 
S20 32” 


Lent by The Isaacs Gallery, Toronto 


et 


I. 


113; 


114. 


LAS: 


DIEGO NIGHT NO 4 

1969-70 

vacuum formed plastic/pencil/paper 
BUTE ened 

Lent by The Isaacs Gallery, Toronto 


DIEGO NIGHT NO 5 

1969-70 

vacuum formed plastic /pencil/paper 
BY)? Fe aVae 

Lent by The Isaacs Gallery, Toronto 


VICTORIA HOSPITAL 

1970 

oil/wood 

48” x 96” 

Lent by Nancy Poole’s Studio, London, Ontario 


SUNDAY NOON (Work in progress) 
oil/wood 

US? 38 2 

Lent by The Isaacs Gallery, Toronto 


GRASS BOX NO 3 

1970 

photo-lithograph/paper 

(number | of an edition of 45 with 5 artist’s proofs) 
3144” x 42” 

Lent by The Isaacs Gallery, Toronto 

















a 


